In the course of the nineteenth century, European high culture became thoroughly nationalized. As part of this process, the common European past, mainly found in Antiquity and Christianity, was redefined along national lines and art, literature, and music increasingly operated within national contexts. Writers and novelists searched their national past for inspiration and appropriate subjects. The same applied to the visual arts: painters and sculptors gradually turned away from scenes of Classical history or the bible, in favour of themes from national history. 
artists were, at least during part of their career, strongly inspired by nationalism. The same is true for some of the German expressionists and the fauves. 3 However, in order to fully assess the relation between modern art and nationalism a more systematic exploration of the influence of nationalism on the arts in the period between 1890 and 1914 is necessary.
A detailed study of nationalist art could also tell us more about how and why artists and critics appropriated nationalist motives and strategies.
A new nationalism
During the greater part of the nineteenth century most nationalist efforts were directed towards the process of nation-building, which slowly progressed in the major West European countries. Most nationalists claimed that if every people had a state in which the citizens would effectively control the political institutions a bright future of peaceful coexisting nation-states awaited mankind. At the end of the century, however, these optimistic hopes slowly faded as on both the left and the right fast-growing groups refused to accept the nation as the highest ideal. Socialists and anarchists preferred the solidarity of the workers, whereas confessional parties primarily observed their religion and guidelines set by their leaders which did not generally stop at national frontiers.
At the same time, international cooperation and free trade suffered as the competition for colonies and the introduction of tariff barriers increased political and economic rivalry between European powers. This led to a more aggressive foreign policy, not only of the major colonial powers, but also of late-comers like Germany and Italy. In most European countries, these escalating international tensions contributed to the rise of a new nationalism, as they fuelled the need to nationalize the masses in order to overcome internal discord and stimulate national unity.
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During the first part of the nineteenth century, the process of nation-building, led by bourgeois elites, had been directed towards defeating the forces of the Ancien Régime and legitimizing a more or less constitutional liberal government. After about 1870 it became increasingly necessary to socialize new voters from the lower classes and make them aware of their national identity. Conscious attempts to stimulate national feeling were consequently no longer directed toward clubs and learned societies, but had instead to be visible to wider audiences. Nationalism thus conquered the streets in the form of national holidays, parades, festivals, statues, and large-scale commemorations. This process had already started around 1870 but clearly gained momentum during the last decade of the nineteenth century. 4 Not only the political climate deteriorated, dampening optimism, but the same was true for the cultural sphere. Belief in progress and the possibility of an increased general well-being that would reach all strata of the population faded. Many intellectuals now began to fear that society, instead of producing better and more sensible citizens, was disintegrating. They felt that a moral and physical degeneration of broad layers of the population constituted a serious threat to political stability. The rationalist and positivistic attitude of scientists, intellectuals and politicians was increasingly criticized as being too limited. Reality could not be fully understood with rational methods, nor could science solve all human and social problems. After all, man was not only a rational being, but also had irrational feelings, subjective fears and dreams that were as real as the objective world. 5 Both the more difficult political situation and the subjectivist cultural turn heavily influenced young intellectuals across Europe. Some, like Julius Langbehn, Maurice Barrès and Ángel Ganivet, started to revise existing nationalist ideologies. They were deeply influenced by the French historian Hippolyte Taine who had tried to develop a scientific 5 method to study the cultural past. According to Taine, every cultural expression was determined by race, milieu et moment (race, environment and moment). Every work of art, literature, or music could be explained by studying the national traditions, the natural environment and the specific historical situation in which it was produced. This view implied that every cultural expression was almost completely determined by its context.
Whereas Taine used race, environment and moment as analytical concepts to study the past, these young intellectuals converted them into present-day moral categories.
Meaningful cultural expressions had to be rooted in a national past and a geographic environment and had to reflect current needs. In this way they converted an 'objective' method of historical study into a subjective, present-day obligation to create a truly national culture. 6 Their idealist outlook also manifested itself in their endeavour to revive the romantic idea of Volksgeist (spirit/genius of the people/nation). Since they accepted the influence of physical environment on cultural expression, they expanded Volksgeist's meaning to include regions as well as nations. Mountainous areas, for example, required different cultural adaptations by its inhabitants than did living on plains or along a coast. They consequently concluded that every region had its own 'genius' and that all regions combined constituted the national spirit. This mode of thinking became entwined with equally popular biological terminology, especially the term 'organic'. The nation was seen as a body and the regions as its organs. If one part was missing or had been amputated the whole organism suffered. Such a loss could even threaten its existence. The health of the whole could only be guaranteed by the well-being of its parts; and health, in the vocabulary of Volksgeist, meant being faithful to its unique personality.
This kind of reasoning did not necessarily lead to a reactionary or extremely conservative attitude. A 'popular spirit' could, after all, be seen as the historical product of 6 a people living in a certain area. Within the natural and geographic limits set by the environment, people adapted themselves to circumstance. At the same time they also exploited nature to meet their needs. The result of this historical process of adaptation to and dominance of nature constituted a particular area's specific cultural form. Crucially, however, these intellectuals believed this process should not be halted or undone. It should only be rectified if necessary and then only in accordance with the voice of the 'collective soul', in order to maintain its true course.
Developments around 1890 led not only to changes in the national sphere, but also occasioned a fundamental shift at the local level. Until that point the study of regional identity had been a quite limited phenomenon, appealing only to a small group of provincial notables. The historical and geographic background of a region was analyzed within a wider context as an indispensable contribution to national greatness. The results of these studies were generally presented to the members of learned societies or a limited, local audience. During the last decade of the nineteenth century this situation changed as young, well-educated members of the local elite attempted to reach a broader public. In order to mobilize the middle and lower classes, they organized new associations that were essentially oriented towards recreational activities. Instead of giving lectures, organizing banquets and publishing erudite studies, they now undertook excursions, organized festivals and opened local museums. At the same time, probably influenced by the new interpretations of the Volksgeist concept, their attention shifted from a distant past, in which the roots of regional and national identity were to be found, to the current cultural and natural heritage that distinguished their region from the rest of the nation. Thus excursions were taken to particular landscapes, historical and natural sights, and typical villages and buildings. Regional museums began to display local handicrafts, traditional 7 costumes, and other folk items, and vernacular art, architecture, literature and other expressions of traditional popular culture became the focus of attention. 7 The rise of both a more activist nationalism -in which ample space was accorded to idiosyncratic regional identities, as long as they continued to form an integral part of the national body -and the new regionalism had an enormous impact upon the various European countries. The new appreciation of local landscapes, sights, monuments, and customs led to attempts to protect the highlights of the regional and national heritage. As a result the preservation of natural and historical sites received massive support, and all kinds of traditional artefacts were collected by both individuals and museums. Even high culture was affected as ethnology became a new branch of science and as composers, writers, architects and sculptors increasingly included popular motifs in their works.
While this was not completely new, its scale was now much larger. A few isolated precursors became part of a broad movement and a highly influential public discourse.
The question remains, how did this affect painting? And what does the way nationalist and regionalist identities were depicted tell us about the new type of nationalism and regionalism?
In order to answer these questions, I will analyze nationalist discourse in the major art magazines of the period. This approach permits the study of the influence of the new nationalist rhetoric on art in France, Germany and Spain over a longer period and across a broad spectrum of written media. These three countries each played a major role in art at the turn of the nineteenth century. Moreover, France is generally seen as the prototype of political nationalism, whereas in Germany cultural nationalism was considered the dominant force. As Spain was an old nation-state in which no new regime (e.g., the French Third Republic) or a new state (e.g., the German Empire) needed to legitimize itself, it constitutes a good third case.
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Reviewing art magazines of this period, it is noteworthy that certain groups of artists were singled out both for the nationalist content of their work and for their talent and innovation. These groups did not produce manifestos, nor did they present themselves as formal movements with their own exhibitions or publications. Yet neither the public nor critics had any difficulty distinguishing them as coherent and influential groups. As they chose their subjects mostly from specific parts of their fatherland, they were known by different names in each country. In France, one such group was referred to as painters of 'Breton life and scenery'. In Germany artists like Bantzer and Mackensen were known as
Heimatkünstler (homeland artists), although some disliked this term's provincial undertone. In Spain, on the other hand, the term regionalist (regionalista) was used to characterize the paintings by Zuloaga and others. 8 Similar painters could be found in other
European countries as well.
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France
In France, the main representatives of a nationalist inspired artistic trend, who showed ample attention for more regional folkloric elements, were Lucien Simon and Charles Cottet. They specialized in Breton subjects and their works were generally discussed together by art critics. By some, they were even presented as a highly relevant innovative artistic trend that could indicate a way out of the impressionist deadlock.
At the end of the nineteenth century many art critics observed that Impressionism had become the dominant artistic style in France. By this they did not so much mean a general recognition of the art of the most important impressionist painters, but the widespread influence of their way of painting. Most paintings that were seen at the salon showed the light palette and choppy brushwork of Impressionism and its emphasis on capturing the 9 atmosphere and light of a fleeting moment. Not all progressive critics applauded these developments. They argued that Impressionism, while it had successfully eliminated the stale conventions of academic art, had itself degenerated into a superficial exercise in virtuosity, in which the subject of the painting had become completely irrelevant. The almost exclusive concentration on the representation of objective reality was also increasingly criticized.
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Symbolist art was one possible alternative to Impressionism. However, the Symbolists' highly individualist paintings, based on dreams and fantasies, did not convince all observers that they were the answer to the call for a new art as they could only be appreciated by the initiated few. Simon and Cottet also employed a painting technique that differed from most of the more realist painters who still dominated the artists' colonies in that they adopted some of the innovations of the impressionists, such as their virtuoso use of colour, their way of representing effects of light and shade, and their unconventional compositions. 13 Precisely because their scenes were so lively, they could be easily distinguished from the more anecdotal, theatrical and slick representations by somewhat older, naturalistic painters of Breton subjects like Pascal Dagnan-Bouveret, whose paintings also referred to Brittany in general and were not clearly recognizable as depicting a specific part or village.
14 However, what distinguished the oeuvre of Simon and Cottet from the impressionists was that they continued to paint for the salon. Their main works were rather large. Although they had some exhibitions at commercial galleries, they continued to address themselves in a conventional way to a broad public of art lovers. Their highest aspiration was a gold medal and the purchase of their paintings by the State. Simon and Cottet, observed that both painters deliberately suppressed details in order to produce simplified images. Instead of copying reality, they sought to convey an idea.
They tried to penetrate the character of the scene by concentrating on its essence. Thus instead of literally representing the fleeting aspects of nature, they sought to unveil permanent forms and distil the 'essence of things.' Or as Raymond Bouyer defined the 'poetics' of Cottet: '(He) departs from nature in order to interpret and recompose it, to make it speak, by adding to its mute suggestions the answer of his heart.' For these reasons their compositions were seen as meaningful and morally significant. (these representations) remove the distance between the people from today and their distant ancestors and show that across the times, across the religions, across the civilizations, across everything that passes, these maritime races have preserved their former character intact, and their moral unity entirely.
Their world, however, was threatened by modern civilization, by trains and schooling on one hand and by alcohol, political strife, disbelief and degeneration on the other.
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The appreciation of the countryside, as backward and uncivilized on the one hand, or close to nature and morally intact on the other, had not changed fundamentally compared to earlier decades in which, for example, the paintings of Jean-François Millet and Jules
Breton had received similar comments. 23 However, the main difference was that now both critics and painters did not refer to the countryside and its inhabitants in a general sense, but were very specific in their references. The countryside did not so much embody a generic heartland of the nation, but represented the 'soul' of a specific region, and had to be represented with its own particular natural environment and cultural traditions. As with the Bande noire, some of these German painters were singled out for their painting technique, although this time not as an alternative to impressionism but as an importation of it. However, Bantzer, Dettmann and Engel differed in many ways from the French impressionists. In some of his major paintings Carl Bantzer used an impressionistic technique to achieve a sense of directness and suggest movement, but he did so on huge, carefully composed canvasses upon which he sometimes worked for more than a year and which were meant to be shown at a salon. Although every painter put his own accents, all focused on the most salient moments of rural life -on the natural and traditional events that regulated human existence in these untouched villages. Birth, marriage, death, local festivities, sowing, harvesting, taking a rest from work and going to church on Sundays, were depicted time after time by these painters.
As in France, many critics understood their pictures as convincing interpretations of the local Volksgeist. Most observers asserted that these painters should not be seen as mere realists. They did not offer an empty, 'soulless' representation of nature, but by simplifying and eliminating the unnecessary, they tried to reach the 'essence' and give a sensitive and poetic interpretation of visual reality. 31 From their pictures one could understand how the monotony of the plains, sky and sea determined local life. The peasants, fishermen and shepherds depicted still lived in close contact with nature. In order to fully understand the interpenetration of man and nature, these painters stayed for longer periods of time among these simple folk. By observing life in these villages, interacting with its inhabitants, and plunging into local nature, their paintings should ultimately be considered an organic product of the spirit of the land and its people. 32 French colleagues when they openly praised work as an 'elevating ethical force'. By this remark they meant primarily the labour of the fishermen and farmers seen in the paintings.
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These countrymen still went to work cheerfully; they accepted labour as an intrinsic part of life and did not complain or protest -as did many uprooted urban workers. Thus
Mackensen's Die Scholle is called a 'hymn to work, which promises peace'. 37 The painters themselves also commented upon the moral value of the rural scenes.
Dettmann, who according to his biographer was not a social critic asked himself in a letter: 'which worker or artisan still loves, like in former times, his own work and creations?' adding that he hoped that 'through my paintings, many may again enjoy work'. Bantzer -although writing some twenty years later -also presented the rural simplicity and zeal as an example to his fellow countrymen. In a longer essay on his native region of Hesse, he maintained that the impression he got from the farmers of the Schwalm area was that of 'proud, self-conscious and free' men. They formed a type of man, who …in general was diligent and after sour weeks also knew joyful feasts, feasts of cheerfulness and feasts of work. On Sundays the busy churchgoing showed the faithful holding on to the Church. … Everywhere the meaningful customs and traditions from the cradle to the grave were still alive and enriched people's existence… Life and work was one… Striking also was the modesty and contentment of the poor. However, I would like to know which popular tribe bears the character of his taciturn being more plain, truthful and powerful on his countenance than ours.
Without a doubt this silent, genuine Nature and these people with their taciturn confidence exert an impulse towards strength and seriousness and tranquillity upon strangers who observe them with open eyes. When this strength and seriousness now, by means of art also affect the observer, who lives far from this land and its character, -would that not be a worthy moral influence on our weak, absent-minded, nervous generation? 40 Thus, as in France, both German critics and painters seemed to agree that a reorientation inspired by these traditional, rural communities could regenerate the nation and strengthen its threatened identity.
Spain
Folk inspired painting was more important in Spain than in France or Germany. This tendency arrived somewhat later in Spain, but gained ground rapidly. The artistic scene and the biennial salon in Madrid were both still dominated by academic painting, but regionalism, as it was called in Spain, became its main contestant. Even Spain's internationally best known, juste-milieu painter Joaquín Sorolla adopted the new trend.
When asked in 1911 to decorate the library of the Hispanic Society in New York with the most important scenes from Spanish history, Sorrolla convinced the commissioners that it would be better to represent his native country through its regions. As a consequence he travelled the country and dedicated some eight years to painting Spain's regions on huge canvasses. 41 Strikingly, in Barcelona, where the Catalan regionalist movement was very powerful and even started to agitate for political autonomy, this type of painting was almost non-existent. Although regional motives and arguments were present, most Catalan painters chose to connect their collective identity with international Parisian modernity, whereas a conservative minority tightened relations with Catholicism. 
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They opted for themes similar to those chosen by their French and German colleagues:
baptisms, weddings, funerals, religious ceremonies, pilgrimages, local feasts, and agricultural work, all in a traditional setting. Unlike Galicia, the Basque country, and Brittany in France, Castile was a not peripheral region, nor especially known for its preRoman cultural heritage. On the contrary, it had played a leading role in Spanish national history colonizing the Americas and consequently acquiring enormous economic wealth.
Yet stagnation since the seventeenth century seemed to preserve the past so that it seemed to many to be the most authentic and profoundly Spanish part of the country. In this way it performed a similar function as Brittany in France and the coastal areas in Germany. 44 The critical reception of this type of painting in Spain was almost completely determined by Zuloaga's international success which dated from the early years of the twentieth century. Whereas in Germany few had commented on the biased image some
Worpswede painters gave of their village, in Spain this argument was frequently used against Zuloaga. Many critics even argued that his work was unpatriotic because he perpetuated the myth of Spain as a backward and barbaric country, by only showing the decadence of the Spanish countryside and the misery, barbarity and stupidity of its population. 45 He was consequently boycotted by the Spanish art establishment from the very start and his work could only rarely be seen in his native country.
Other authors did not so much criticize Zuloaga's presentation of the Castilian countryside as the heartland of the nation, but its interpretation. Instead of his gloomy, Implicit in all these remarks was the conviction that a reorientation on the idiosyncratic national characteristics, which were best preserved in the countryside, could help the nation be more faithful to its own spirit and thus regenerate its strength and vigour. More directly than in France and Germany, in Spain the debate on the representation of the countryside of one region was intimately connected with the future of the whole nation and the search for concrete political remedies for the supposed ills of the country. 
Conclusion
These painters, who turned into a new artistic direction during the 1890s, clearly formed part of a broader cultural movement that showed a new interest in folklore, typical landscapes, vernacular buildings, traditional handicrafts, and other elements of traditional rural popular culture and of which the new organic nationalism and the fast growing regional movements were also manifestations. In Germany this new interest in the local heritage and folk culture is often described by the adjective völkisch (popular, referring especially to the traditional rural population) and the noun Heimat (Homeland, which could refer to a small area, a region or even the whole Fatherland). In France and Spain the term 'regionalist' is more widely used. Thus the German Heimatbewegung could be translated as regionalist movement. As the designation 'regionalist' is quite neutral and can easily be applied to other countries it seems to me more apt than it German equivalents to describe this new interest for the vernacular culture of the countryside.
However, can we also speak of 'regionalist art'? And how did 'regionalist painting' relate to the new regionalist movement and the new type of exalted nationalism that emerged about the same time?
To answer this question we must first analyze the characteristics and limitations of this artistic current. It was not a movement with its own manifestos and exhibitions such as Impressionism, Cubism or Futurism. Regionalist painters operated within the existing Salon system, where paintings were generally exhibited by genre. Reviewers usually followed this classification, but often linked painters with certain stylistic affinities or those who worked in the same city, village or region. Therefore, at the start of their careers, Cottet and Simon were seen as prominent members of the informal Bande noire.
After this stylistic term became outdated they continued to be discussed together but now as painters of Breton subjects. Furthermore, salon marketing techniques did not include manifestos or separate group exhibitions. Painters often tried to impress both the public and the jury by using huge formats, choosing striking subjects, and developing a moderately personal style. Their goal was not artistic innovation for its own sake and they did not direct themselves to a small clientele of connoisseurs as did avant-garde artists later.
Nonetheless, we have seen that this type of painting was clearly distinguished by both art critics and (at least part of) the public as an important and innovative current within mainstream art. It was even seen as one of the alternatives out of the cul-de-sac to which the triumph of Impressionism had led. It showed a new, idealistic path away from the realistic superficiality of impressionistic art, one that stressed the importance of a significant and meaningful subject.
Another conclusion is that regionalist art was more intimately related to the new nationalism than it was to various regional movements. Only a few regionalist painters 32 worked in the region in which they were born. Those who did were generally representatives of a younger generation and only some of them eventually developed connections with the local regionalist movement. Most painters operated within a national setting. They studied in the major art centres and most of them also lived there, at least part of the year. They did not work mainly for local or regional art lovers, but directed themselves primarily to the national art market. Even those like Zuloaga, who primarily produced for the international market, were seen as typical representatives of their fatherland. Thus in general regionalist painters were not so much concerned with the identity of their native region, but with the idiosyncratic characteristics of their fatherland.
They therefore evidenced a clear preference for those areas that were seen as the most typical part of the country. This heartland of the nation could be found where foreign influences (especially the unifying influence of the Roman Empire) had been weak and contemporary modern civilization was almost absent. The soul of the nation could thus be found in an almost pure state in isolated coastal and rural communities in peripheral regions. Although these painters certainly played an important role in visually defining the identity of specific regions -which often would be profitably adopted by the tourist business -they were in fact more concerned with trying to reveal the most profound character of the nation as a whole.
These painters' work, at least as most critics interpreted it, was clearly related to the new, more subjective and populist nationalism. This manifested itself in their stress on regional variety, their quest to discover the true 'soul' of the nation, and their interest in contemporary, popular culture in the countryside. Their interpretation of the nation also was subjective and organic. They did not want to depict the outer surface, but sought to penetrate the essence of local folk life and produce a collective psychological portrait by expressing the organic unity of the population with its traditions and natural surroundings.
They also participated in the creation of a truly national culture by consciously choosing national or regional subjects and trying to develop a corresponding national style. In the eyes of the new nationalists, however, their work had a fundamental weakness: painting continued to be a quite elitist art form and was therefore not very well suited to spreading the new nationalist message. Although illustrated magazines, in which these paintings were reproduced, reached an increasing larger public, in general their audience remained limited to the urban upper and middle classes. Other media were better suited to spread the new nationalist message to a broader public and consequently regionalist painting was slightly disregarded by most propagators of the new national gospel.
Regionalist painting was probably least ignored by Spanish nationalists. As organized labour in Spain still was relatively weak and did not constitute a significant menace to the existing political system, the need to nationalize the masses was less urgent than in France and Germany. Thus the painters' limited audience was not a major disadvantage. As a consequence of the need for reform to combat the relative backwardness of the countrywhich was widely felt after 1898, their paintings were generally interpreted as a plea to dedicate more attention to rural areas where still the majority of the population lived.
Reform policies should not only take into account the modern, urban parts of the country, but should in particular attempt to improve the situation in the countryside. Their paintings, and especially some of Zuloaga's best known works, therefore seemed to give a less idealized picture of an untouched, harmoniously living rural community, and instead also depict more negative aspects as degeneration, superstition and brutality, which according to the critics could be attributed to the neglectful attitude of the country's
politicians.
An argument also heard in Spain and Germany, but most strongly made in France, was that isolated villages as those painted by the regionalists conserved national traditions that had disappeared elsewhere. To prevent national decadence, France should preserve its national character and combine ancient national traditions and customs, found in their purest form in these villages, with international modernity. The strengthening of French culture was first and foremost a middle-class task. Unlike the cosmopolitan upper-classes and the uprooted urban working class, middle-class Frenchmen still had a living bond with national tradition as well as knowledge of innovations elsewhere.
More so than in Spain or France, rural villages in Germany were presented as harmonious, hard working communities in which people still lived in close contact with both nature and the past. These organic countryside communities, in which everyone knew his or her place and performed his or her duty, were thus presented as an alternative to the internationalist ideologies of the working class which aimed to overthrow the existing political system and form a classless society in which all the bonds with tradition, the past, and the national environment would be broken.
If we compare discourse on regionalist painting in these three countries strong similarities among the various interpretations are revealed. The same arguments were used nearly everywhere. While in some countries certain issues received more attention, these differences mostly concerned nuances. Whereas nationalists underlined the differences between countries and regions, in so doing they all used the same rhetoric and arguments.
Consequently painters searching for the remains of their original Volksgeist went to remote, unspoiled regions to paint hard-working peasants, fishermen and villagers who supposedly still lived in close communion with their surroundings and maintained a living bond with ancestral traditions. They did not 'invent' these new regional identitieswhich presumably reconnected the nation with a remote ethnic past -from scratch, but their representations were at least extremely biased and idealised. They assembled a new identity by selecting just a few useful elements, using the same criteria in all three countries under review.
The pictures of these artists also had a clear ideological message. More than with the aggressive and exalted gospel of the new nationalist prophets, their works should be associated with a new, more widely supported phase in the nation-building process. By revealing the nation's true soul they all hoped to bring the nation back on course, identify its 'true', original character, stimulate a new sense of belonging and this way contribute to the regeneration of their fatherland. Their paintings could be seen, and indeed were considered as important contributions to the ever more urgent nation-building efforts of the national elites. Like local folk museums and regionalist authors, these painters, by converting plain rural themes into high art, transformed local customs, habits, traditions and crafts into an essential part of the country's national culture, thus subtly facilitating the identification of the lower classes with the national heritage and its corresponding identity.
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